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From “Angelegenheit Großdeutschlands” to “Österreichische Abende”: Programming the 1945
Salzburg Festival

Abstract: Österreichische Abende, or Austrian Evenings, were a series unique to the 1945
Salzburg Festival. These six solo recitals, five of which featured singers, highlighted Austrian
musical culture by recruiting Austrian performers to perform Austrian music in an Austrian
setting. For the first time since the Annexation in 1938, Salzburg Festival administrators had the
opportunity, albeit with limited resources, to assert an identity separate from Germany. By
leveraging available resources, collaborating strategically with occupiers, evoking nostalgia, and
providing a sacred space, these small-scale recitals were integral to the first post-war season of
the Salzburg Festival and its subsequent revival.

1
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From “Angelegenheit Großdeutschlands” to “Österreichische Abende”: Programming the 1945
Salzburg Festival
Today’s Salzburg Festival provides audiences with a lavish buffet of programming, an
almost overwhelming selection of simultaneous performances starring some of the world’s most
sought-after stars of the classical music scene. To take one of many points of comparison, the
2020 program, which marked the festival’s centennial celebration and took place despite the
COVID-19 pandemic, boasted thirty-nine named vocalists performing a wide spectrum of works
including two operas. 1 In stark contrast, the first festival after World War II, held August 12 to
September 1, 1945, included only ten named vocalists, most of whom were born in Austria, who
appeared in only one opera as well as orchestral and solo concerts for an audience largely
composed of American soldiers and civil servants.2 In addition to the regular set of offerings,
organizers and participants responded to the exceptional circumstances surrounding the 1945
season by creating an event unique in the history of the festival: a series of six solo concerts
under the name “Österreichische Abende,” or Austrian evenings.

1

The festival was shortened and the program was modified in attempts to limit exposure to the novel

Coronavirus https://www.salzburgerfestspiele.at/en/sf-2020. 2020 Salzburg Festival Program,
https://www.salzburgerfestspiele.at/cms/wp-content/uploads/2020/06/salzburger-festspiele-mod-2020leporello.pdf.
2

These included Albin Skoda, Maria Cebotari, Julius Patzak, Ludwig Weber, Rosl Schwaiger, Walter

Carnuth, Carlheinz Hundius, Esther Réthy, Gertrude Erhardt, and Erna Kreuzer. Most gave performances
in multiple events, including the opera, Österreichische Abende, Serenaden, or Konzerte Geistlicher
Musik.

3

Although the Salzburg Festival of 1945 was unique in the history of the institution, it
nonetheless exhibited many problematic continuities with festivals held under the Nazis. Despite
the fact that festival administration and American occupiers proclaimed that the 1945 festival
represented a clean break with Nazi ideology, the programming and performers were regrettably
similar to those that appeared in pre-1945 festivals.3 The Österreichische Abende, therefore,
represented a coordinated performance, staged by Austrian festival officials and American
occupiers, to leverage the national musical heritage and the resources at hand in order to revive
the reputation of the festival and to achieve cultural redemption.4 The Austrian Evenings were

3

Pamela Potter has noted that “the notion of a Zero Hour may have enhanced the sense that there had

been a break with the immediate past, but although German cultural life could be rebuilt it could not be
completely reformed.” The Art of Suppression (Oakland, CA: University of California Press, 2016), 90.
The idea of a clean slate was appealing to Austrians and American occupiers as well, as it would allow
Austrians to publicly disavow themselves of their ties to Nazis and give an impression of starting fresh. In
both Germany and Austria, the desire for musical entertainment led to perfunctorily discharged
denazification processes and frequently led to the continuation of the same performers and repertoire
before, during, and after WWII.
4

Simon Trevor Welsh evokes the quip attributed to filmmaker Billy Wilder that Austrians are brilliant for

convincing people that Hitler was German and Beethoven Austrian to posit a “postwar strategy whereby
Austria, subsumed into Hitler’s Germany in 1938 but reborn as a Republic in 1945, sought to leverage its
musical stock while simultaneously downplaying its National Socialist history, accomplishing both tasks
at the expense of Germany.” See “Music, National Identity, and the Past in Postwar Austrian Literature”
(PhD diss., University of Michigan, 2014), 1–4.

4

not merely a politicized expression of Austrian identity; 5 they also provided much needed respite
from the recent traumatic past and allowed audiences to engage in or avoid the exhausting work
of coming to terms with individual and collective complicity in National Socialism.6 This case
study highlights the role of music in performing Austria’s first-victim status and drawing
attention to limitations of the term “Austro-German” in a post-World War II context.
The addition of the Austrian Evenings to the first Salzburg Festival following World War
II may be interpreted in several ways. Most obviously, it can be read as an explicit attempt to
assert an autonomous Austrian identity, separate from Germany. 7 In the first post-war season, the
Austrian festival organizers worked with the American occupying forces to reassert a uniquely

5

Albrecht Rietmüller problematizes “the progression from the ‘most German art’ to Austria as the ‘land

of music’”: “The ease with which national identities can be transferred highlights the arbitrariness of such
endeavors in the first place and calls into question the credibility of any country’s attempts to establish its
national identity through music.” “Is That Not Something for Simplicissimus?! The Belief in Musical
Superiority,” in Music and German National Identity, ed. Celia Applegate and Pamela Potter (Chicago,
University of Chicago Press, 2002): 288–304; here, 303-4.
6

Laura Tunbridge notes that Lieder, and especially “song cycles by Schubert and Schumann were ideal

ambassadors for Austrian and German culture; their relatively small scale, and their focus on the
individual psyche (particularly feelings of loss and alienation), aptly contrasted with the symphonic and
operatic works that had been used for Nazi propaganda.” The Song Cycle (Cambridge: Cambridge
University Press, 2010), 153.
7

In his speech at the opening of the 1945 festival, Baron Puthon emphasized the importance of a pure, if

austere, Austrian program: “Salzburger Festspiele eröffnet: General Mark W. Clark Ehrengast bei der
Eröffnungsfeier,” Salzburger Nachrichten (August 13, 1945): 1-2.

5

Austrian sound and identity; 8 thus, the Österreichische Abende should be understood as a
strategic collaboration with American occupiers. 9 The Österreichische Abende were also an
implicit acknowledgement of the limited resources available during the first post-war season. 10
By contracting with several members of the cast performing Wolfgang Amadeus Mozart’s Die
Entführung aus dem Serail to give solo performances of songs already in their repertoire, the
festival administration easily expanded the number and variety of the season’s offerings at a low
cost. Additionally, the concerts sought to activate a sense of nostalgia to connect with a warravaged country; limiting concert programs to familiar works of the eighteenth and nineteenth

8

The topics of Austrian identity and autonomy have been extensively treated in historical and

musicological literature and will not be the focus of this paper. Debates surrounding Austrian identity
leading up to, during, and after the Second World War are treated in Ruth Wodak, Rudolf de Cillia,
Martin Reisigl, and Karin Liebhart, The Discursive Construction of National Identity, 2nd ed., trans.
Angelika Hirsch, Richard Mitten, and J. W. Unger (Edinburgh: Edinburgh University Press, 2009);
Alphons Lhotsky, “Das Problem des österreichischen Menschen,” in Aufsätze und Vorträge, band 4, ed.
Hans Wagner und Heinrich Koller (Munich: Oldenbourg, 1976), 308–31; Friedrich Heer, Der Kampf um
die österreichische Identität (Vienna: Böhlau, 1981).
9

Otto de Pasetti, Head of the Theater and Music division of the Information Services Branch (ISB),

identified Austrian arts as a chief tactic in the redemption of Austria: “Dazu wird österreichische Kunst
und Musik, das österreichische Theater nicht nur ein ideeller, sondern auch ein materieller
Hauptaktivposten sein.” See “Salzburger Festspiele beendet,” Salzburger Nachrichten (September 4,
1945): 4.
10 As

Pasetti said of the limited resources and programming, “When one is given little to eat, should one

abstain?” (“Wenn man nicht viel zu essen bekommt, dann soll mann gar nichts essen?”) “Salzburger
Festspiele beendet,” Salzburger Nachrichten (September 4, 1945): 4.

6

centuries enabled performers to draw on a common cultural heritage and idealized history.11 The
intimate and highly ritualized nature of the Liederabend, with its parallels to worship services,
provided a sacred space for post-war audiences. 12 After providing a brief history of the festival
and discussion of American involvement in 1945, I will explore the musical import of the
Österreichische Abende through the lenses of making do, nostalgia, and sacralization.
History of the Salzburg Festival
Former Salzburg Festival President Josef Kaut traces the idea of establishing a Mozart music
festival in Salzburg to September 4, 1842, when Ludwig Schwanthaler’s Mozart memorial was
unveiled. The Dom-Musikverein und Mozarteum had been established the previous year with the
goal of preserving Mozart’s works. 13 Several decades later, after the inaugural season of the
Bayreuth Festival in 1876, the idea of a summer music festival in Salzburg gained momentum. A
committee for the establishment of a festival and selection of a festival venue was formed in
1877, and later that year Hans Richter and the Vienna Philharmonic traveled to Salzburg and

11

On the relationship between the musical canon and nostalgia in a post-war German context, see Abby

Anderton, Rubble Music: Occupying the Ruins of Postwar Berlin, 1945–1950 (Bloomington: Indiana
University Press, 2019); Martha Sprigge, “Dresden’s Musical Ruins,” Journal of the Royal Musical
Association 144, no. 1 (2019): 83–121; Elaine Kelly, Composing the Canon in the German Democratic
Republic: Narratives of Nineteenth-Century Music (Oxford: Oxford University Press, 2014). The Englishlanguage literature specific to Austria is relatively sparse.
12

Laura Tunbridge, for example, has explored parallels between Liederabende and worship. See The Song

Cycle, 47
13

Josef Kaut, Festspiele in Salzburg: Eine Dokumentation (Munich: Deutscher Taschenbuch Verlag,

1970), 16.

7

performed three concerts featuring pieces by Mozart. Unfortunately, the concerts were not
successful, “nor were the local citizens very enthusiastic.”14 Although progress toward a festival
faltered at this point, the city continued taking steps to foster its international reputation as the
birthplace and hometown of Mozart—a reputation that remains incredibly profitable both for the
city and for the festival. 15
Despite the existence of various planning committees as well as a consistently high level
of interest among citizens, the Salzburg Festival did not begin until 1920. When it was first
established, it did not celebrate Mozart as initially intended, but rather focused on theater,
reflecting the professional interests of the founders, Max Reinhardt and Hugo von Hofmannsthal.
Through its theatrical offerings, the festival began with the ambitious goals of establishing a new
Austrian identity and international prominence for the city. 16 Michael Steinberg notes the
importance of the festival following the 1918 collapse of the Habsburg Empire: “The festival
originated not in luxury or in a spirit of pleasure and entertainment but in economic and cultural
despair. Its purpose was the rediscovery and reconstitution of a transcendent Austrian cultural

14

Stephen Gallup, A History of the Salzburg Festival (Topsfield, MA: Salem House, 1987), 3.

15

These initiatives took off despite Mozart’s well-documented disdain for Salzburg. In a letter to Abbé

Bullinger on August 7, 1778, Mozart wrote: “You know, my dear friend, how I hate Salzburg!—not only
on account of the injustices that my father and I have suffered there, which would be reason enough to
forget such a place altogether.” Mozart’s Letters, Mozart’s Life: Selected Letters, ed. Robert Spaethling
(New York: Norton, 2000), 180.
16

Detailed information on the founders and founding of the festival is available in Gallup, A History of

the Salzburg Festival.

8

heritage which would help to bridge the gulf that separated the empire from the small Austrian
republic.” 17
Unlike Bayreuth, therefore, the Salzburg Festival was not founded to celebrate the legacy
of a single composer; rather, it aspired to reconstruct Austrian relevance after the power and
reach of the empire collapsed.18 While Austria lacked financial resources, military strength, and
other indicators of power, it did have a rich tradition of theater and music. The festival would
assert Austria’s significance by looking back to celebrate its cultural heritage. This foundational
goal took on renewed purpose in the first season after World War II. In 1945, the Salzburg
Festival looked back once again to an idealized past. This time, however, there was an added
imperative: to perform a distinctly Austrian identity that would enable the festival, and by
extension, its spectators, to sever ties with Nazi Germany and revive its post-war reputation.
The ideology of the Salzburg Festival is harder to pin down than that of its counterpart in
Bayreuth. While Wagner’s anti-Semitism and nationalism were easily appropriated by the Nazis,
the ideologies associated with the Salzburg Festival and its founders were always less explicit,
allowing them to be put to divergent political purposes immediately before the annexation,
during the war, and in the first season after the war. Robert Kriechbaumer indicates that prior to

17

Michael P. Steinberg, Austria as Theater and Ideology: The Meaning of the Salzburg Festival (Ithaca:

Cornell University Press, 2000), xix.
18

Some of the comparisons drawn between Bayreuth and Salzburg might also be extended to Bayreuth

and Vienna, which also used its musical heritage to promote its reputation as a “Musikstadt.” Although
the focus of this paper is a particular series at the 1945 Salzburg Festival, larger claims about subsuming
Austrian musical culture and history into narratives of Austro-German music might also be productively
investigated vis-à-vis Vienna.

9

annexation, the Reich’s Ministry of Propaganda had treated the Salzburg Festival as
diametrically opposed to the Bayreuth Festival, alleging a pervasive Catholic, international, and
Jewish influence in Salzburg. 19 As such, the festival could be understood as an expression of
Austrian defiance against Nazi Germany. The ease with which the festival was appropriated for
Nazi propaganda, however, suggests that this position of defiance should not be accepted without
skepticism. The New York Times coverage of the two festivals in 1933 places their ideological
differences in stark relief, at least as understood in an American context. A brief review of “the
entirely new” production of Die Meistersinger von Nürnberg at Bayreuth was relegated to page
fourteen.20 By contrast, an exultant article detailing Bruno Walter’s appearance at the Salzburg
Festival—after having been prohibited from performing in Germany—was centered on the front
page, above the fold.21 The coverage of Walter’s performance was obviously politicized; he was
featured not for his artistic contribution to the concert but because the National Socialists had
effectively banned him from performing in Germany. The critic, Frederick T. Birchall,
nevertheless claims: “A Salzburg Festival crowd knows no politics—only art.” 22

19

Robert Kriechbaumer, Zwischen Österreich und Großdeutschland: eine politische Geschichte der

Salzburger Festspiele, 1933–1944 (Vienna: Böhlau, 2013).
20

Herbert F. Peyser, “Baireuth Honors Hitler, Wagner; But Chancellor Forestalls Nazi Demonstration by

Order to ‘Respect the Master’” New York Times (July 22, 1933): 14.
21

Even the title of the article is triumphant: Frederick T. Birchall, “Salzburg Idolizes Bruno Walter,

Ousted by Nazis as ‘Non-Aryan’: Festival Audience Pelts Him With Roses After He Conducts in Inspired
Manner—German Hitlerites Cease Efforts to Mar the Austrian Musical Fete: Salzburg Hails Bruno
Walter,” (New York Times, August 4, 1933): 1.
22

Birchall, “Salzburg Idolizes Bruno Walter,” 1.
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Birchall’s assertion would have had little credibility after the 1938 annexation of Austria,
when the National Socialists appropriated the Salzburg Festival as a demonstration of solidarity
with Germany. With the annexation, the Salzburg Festival had become “Angelegenheit
Großdeutschlands,” (the purview of Greater Germany), an opportunity to assert the cultural
policy of Hitler’s Greater Germany.23 Specifically, it became a prestigious addition to the Nazi
Kraft durch Freude (KdF, or “Strength Through Joy”) cultural program, and the festival’s
Germanness was used as a means of promoting “Großdeutschland” propaganda.24 Indeed,
Austria’s musical identity was claimed by Germany during the annexation. 25 In 1938, Karl
Springenschmid, a National Socialist leader in Salzburg, famously declared, “Frei und deutsch
sei die Stadt Mozarts!” (“May the city of Mozart be free and German!”) 26 Springenschmid and
the National Socialists were interested in emphasizing the commonalities in German and
Austrian culture. The label of this common culture, however, was German.27 As Pamela Potter

23

Robert Kriechbaumer, Zwischen Österreich und Großdeutschland, 272.

24

In Art of Suppression, Pamela Potter demonstrates that propaganda in the Third Reich was not as tightly

controlled as postwar historiographies have depicted.
25

Admittedly this was not the first (or last) time Austrian culture had been labeled German or

appropriated by Germans; shared language and other cultural affinities, not to mention shared geographic
borders, had previously led to indistinct boundaries between the two.
26

Ernst Hanisch, “‘Frei und deutsch sei die Stadt Mozarts’: Nationalsozialistische Ästhetik in der

Provinz,” in Salzburger Musikgeschichte: vom Mittelalter bis ins 21. Jahrhundert, ed. Jürg Stenzl, Ernst
Hintermaier, and Gerhard Walterskirchen (Salzburg: Verlag Anton Pustet, 2005), 476–87.
27

Noting that affinities in Austro-German culture and music did not begin or end with the Nazis, David

Brodbeck traces an increasingly racial understanding of Germanness in Austria along a continuum: “from
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has shown, German musicologists used the annexation “to help validate political developments
with historical evidence of German presence in the musical life of neighboring territories.” 28
Essays written in support of Hitler’s foreign policy claimed that the music of the “estranged”
provinces of Austria, the Sudetenland, and Danzig was, and always had been, German. 29
Salzburg did not actively contest the annexation; in fact, the vote in which 157,595
citizens voted for and only 463 voted against Anschluss demonstrates overwhelming support.30
Even before this “free vote,” Austrian news reports leveraged music to enthusiastically unite
Salzburg with its neighboring country. 31 International Salzburg Festival performers and
attendees, however, were concerned about the implications of the annexation for the festival;
festival regulars Bruno Walter and Arturo Toscanini refused to participate in the 1938 program
in protest of the annexation. 32 Stephen Gallup asserts, moreover, that the festival’s locus of
authority shifted with the annexation, noting that Baron Heinrich Puthon, who served as the

a conception of Germanness that was rooted in social class and cultural elitism to one based in blood.”
Defining Deutschtum: Political Ideology, German Identity, and Music-Critical Discourse in Liberal
Vienna (Oxford: Oxford University Press, 2014).
28

Pamela Potter, “Musicology Under Hitler: New Sources in Context,” Journal of the American

Musicological Society 49, no. 1 (1996): 70–113; here, 87.
29

Ibid., 87.

30

Ernst Hanisch, Nationalsozialistische Herrschaft in der Provinz Salzburg im Dritten Reich (Salzburg:

Landespressebüro, 1983), 68. The vote was held April 10, 1938 and the turnout was nearly 100 percent.
31 “Die
32

Mozartstadt erwartet den Führer,” Salzburger Zeitung (7 April 1938): 1.

“Salzburg Alters Plans: Festival to Drop All Reinhardt Stagings for Operas,” New York Times (April

22, 1938): 14.

12

director of the Salzburg Festival from 1926 to 1960, took on a “reduced” role beginning in
1938. 33 As Puthon’s authority was diminished, that of Kajetan Mühlmann, who had served as
festival chief public relations officer from 1926 to 1932 and became a high-profile Austrian
Nazi, increased. 34 Although festival founder Hugo von Hofmannsthal’s play Jedermann, a yearly
staple of festival programming was removed, much of the repertoire remained similar before,
during, and after the annexation. 35
In a 1945 interview, Puthon spoke of the challenges faced during annexation.36 He
indicated that Nazi ideologies were “imposed on his concerts,” and that under the Nazis, “the
festival became less like art and more like a Nuremberg Reich Party Congress every year.”37 He

33

Gallup, History of the Salzburg Festival, 105. Gallup hints that Puthon’s age and noble status might

have protected him from purging: “Puthon was already a venerable character and was approaching his
seventieth birthday.”
34

Ibid.

35

Ibid., 109: “But if Salzburg was not a celebration of the German soul, if its programme and performers

were almost identical to those of the previous years, it was, in the crassest terms possible, a propaganda
tool for the Nazi regime.”
36

“In the World of Music; Salzburg Festival Director Tells of Its Decline Under the Nazi Regime,” New

York Times (June 24, 1945): 28.
37

Ibid. Puthon did not explain how Nazi ideologies had been imposed on the concerts, but perhaps he did

not want to reveal his more limited role in decision making under the Nazis, or perhaps this was part of a
marketing campaign to assert the festival’s clean break from Nazi Germany. Puthon’s comment about the
festival becoming more like the NRPC every year may be an acknowledgement of the shifting
demographics from relatively wealthy and international audiences to working-class German audiences

13

asserted, “Salzburg isn’t Germany, or even Austria. It is theatre and music and it belongs to the
world.” 38 Puthon’s claim that the 1945 season presented the first opportunity in eight years to
assert an autonomous Austrian program, however, is not borne out in a comparison of repertoire.
Although the Österreichische Abende demonstrated problematic similarities in its repertoire and
musicians, the series was part of a larger strategy to perform a musically autonomous Austria.
Accordingly, this new concert series represented an attempt to emphasize the Salzburg
Festival’s independence from German propagandists and to promote its own ideology. The
Salzburg Festival was founded on the goal of celebrating Austrian cultural heritage, something
that could be accomplished only by clearly delineating Austrian culture and excluding programs
that diluted this identity. This is problematic for many reasons, not least of which is the difficulty
of clearly demarcating boundaries in Austro-German music. This desire to assert a “pure”
Austrian identity parallels the fascist attempts to offer a purely German festival under the Nazis.
As Puthon’s universalizing comment indicates, however, the ideology and import of the
festival has never been merely nationalistic. Steinberg suggests that the ideology of the Salzburg
Festival “shares an agenda with much of the cultural ideology characteristic of Germany and
Austria from the mid-nineteenth through the mid-twentieth century: the denial of ambiguity and
diversity in the interest of homogeneity and totality.”39 The Salzburg Festival in general and the
Austrian Evenings in particular highlight both the trenchant durability and limitation of the term

participating through KdF, which provided subsidized tickets. Gallup, History of the Salzburg Festival,
109-10.
38

Ibid.

39

Steinberg, Austria as Theater and Ideology, xxiii.
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“Austro-German” in a musical context. The Austrian Evenings were unique to the history of the
festival, and yet they presented decidedly homogenous and traditional programs.

The Information Services Branch and American Involvement in the Festival
It may seem unlikely that a uniquely Austrian concert series could play into the
propaganda agenda of the United States occupiers. The festival was held, however, “at the
express behest of the American military government” and “as an aid to the restoration of
Austrian culture.” 40 In his speech to open the festival, General Mark Clark, Commander-in-Chief
of the United States Army Forces in Austria, acknowledged the tradition of Americans attending
the festival as visitors. Americans played a more active role in the 1945 festival, he stated,
because he and his colleagues were “part of the Allied Forces which have ended your seven
years of servitude.” 41 According to the Moscow Declaration of 1943, Austria was “the first free
country to fall a victim to Hitlerite aggression.” 42 By asserting Austria’s “servitude,” therefore,

40

“Reception Opens Salzburg Series,” New York Times (August 13, 1945): 22.

41

Central File: Decimal File 863.504, Internal Affairs of States, Economic Matters., Austria, Labor., July

19, 1945–April 22, 1946. MS Occupation and Independence: The Austrian Second Republic, 1945–1963:
Records of the Department of State Relating to Internal Affairs: Austria 1945–1949. National Archives
(United States). Archives Unbound.
42

“Moscow Conference of Foreign Secretaries, 1943,” https://www.loc.gov/law/help/us-

treaties/bevans/m-ust000003-0816.pdf, 827 (accessed April 23, 2021). Tony Judt indicates that the first
victim status allowed Nazi allegiances to be conveniently forgotten: “After Germany was defeated
Austria fell into the Western camp and was assigned the status of Hitler’s ‘first-victim.’ This stroke of

15

General Clark was suggesting that United States occupiers were complicit in the Austria-asvictim narrative.
The Information Services Branch (ISB) of the United States Forces was established in
Salzburg as of May 15, 1945. Unlike more populous cities, including Berlin and Vienna,
Salzburg was occupied exclusively by American forces. This meant, perhaps, that American
occupiers did not have to compete with other occupiers as they did in larger cities, and they had
an opportunity to control and perform a narrative of their choosing. Americans occupied the
entire Salzburg region, a portion of Upper Austria, and a portion of the city of Vienna. 43 Oral
histories from American diplomatic personnel indicate that Salzburg was perceived as “the
greatest centerpiece of Nazism” in Austria. 44 Despite this perception, American officials and
Austrians eagerly embraced signs of a burgeoning Austrian Republic; a bulletin entry by war
correspondent Louis P. Lochner from May 8, 1945, reported: “Everywhere, old Austrian

doubly unmerited good fortune authorized Vienna to exorcise its past.” Postwar: A History of Europe
since 1945 (New York: Penguin, 2005), 2.
43

“Units of the U.S. 7th Army penetrating south from Bavaria entered Tyrol and Salzburg in early May,

while elements of the U.S. 3rd Army occupied Upper Austria, liberating the Mauthausen concertation
camp on 5 May.” Klaus Eisterer, “Austria Under Allied Occupation,” in Austria in the Twentieth Century,
ed. Rolf Steininger, Günter Bischof, and Michael Gehler (New Brunswick, NJ: Transaction Publishers,
2002), 190–211; here 190.
44

“Because there was more chicanery, more ex-Nazis doing this and that and the other thing. Because

Salzburg was of course the greatest centerpiece of Nazism there was.” Denise Abbey, “American
Diplomatic Personnel in Austria, 1945–1955: Oral Histories from the Association for Diplomatic Studies
and Training,” Journal of Austrian-American History 3, no. 2 (2019): 124–61; here, 131.
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republican flags […] of red and white are flying, the populous [sic] thus clearly indicated it is
through with what the Austrian-born Adolf Hitler created.” 45 Otto de Pasetti, who had left
Austria in 1937 and joined the Army upon arriving in America, was named head of the Theater
and Music division of ISB. As both an operatic tenor and an attorney, he was well equipped to
consider the financial and artistic implications of the decisions made by his department.
Although he was originally posted in Vienna, his background made him an excellent candidate
for the Salzburg position. 46
The programming of the 1945 festival reflected the organizers’ desire to perform a vision
of post-war Austria to the occupying forces and to the wider world. Scholar Richard Hiscocks
asserts, “There could scarcely be a more striking example of the resilience of musical life in
Austria than the fact that a festival was held in Salzburg in August 1945, even before the country
had been reunited under the Provisional Government. This was primarily the achievement of the
Salzburg Festival’s venerable President, Heinrich Puthon.”47 It also shows the willingness of
American occupiers to allow Puthon to plan and execute a successful festival.
The ISB knew that the success of the 1945 festival would not only benefit the post-war
development of Austria; it would also reflect well on American occupation forces. Accordingly,
the ISB provided assistance toward many aspects of the festival, including food,

45

Louis P. Lochner, May 8, 1945. Associated Press World News: Wire Copy and Clippings, April 25-

May, 1945. MS European Disorders. Associated Press Corporate Archives. Associated Press Collections
Online, accessed May 6, 2021, tinyurl.galegroup.com/tinyurl/4wDmC9.
46

Gallup, A History of the Salzburg Festival, 119.

47

Richard Hiscocks, The Rebirth of Austria (Oxford: Oxford University Press, 1953), 179-80.

17

accommodations, fuel, and transportation.48 A successful festival would also enable the
Americans to compete with the Soviets, who had already organized successful concerts in
Vienna. As travel to Russian-occupied areas of Vienna was restricted, both the Austrian
organizers and the ISB saw their opportunity to attract Western audiences and facilitate the
reconstruction of Salzburg. 49 As Figure 1 beautifully illustrates, the Wiener Sängerknaben
concert was given in the presence of the four commanders of the allied forces. 50

48

Hiscocks, The Rebirth of Austria, 180.

49

Contemporaneous reports confirm that the ISB hosted allied guests at the 1945 festival concerts,

including soviet military personnel: “Die Gäste General Clarks,” Salzburger Nachrichten (August 21,
1945): 1.
50

Gisela Prossnitz, Salzburger Festspiele, 1945–1960: eine Chronik in Zeugnissen und Bildern (Salzburg:

Jung und Jung, 2007),14.
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Figure 1. Image from a Wiener Sängerknaben concert in the Mozarteum’s Großer Saal during
the 1945 Salzburg Festival. American flags are prominently displayed. Salzburger Landesarchiv,
NARA-Foto 0144.
The ISB displayed some reluctance to reeducate Austrians about classical music.
Although the ISB in both Austria and Germany sought to reeducate the local population and by
using culture to promote democracy, the process of Americanization looked different in each
place. 51 The ISB’s deference to Austrians stemmed, in part, from the perception that Austrians
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were victims of German aggression, and accordingly, were less guilty than Germans.52 One
commonality among occupiers in Austria and Germany was that they were eager to schedule live
music performances—and they were successful in doing so, often within weeks or months after
asserting control. In Austria, the ISB deferred to Austrians’ superior knowledge of classical
music and granted them more political independence compared to Germany. Although American
occupation forces respected German classical music and demonstrated self-consciousness about
their own perceived lack of national culture, they nonetheless actively encouraged new music
throughout the occupation by establishing music-lending libraries (Berlin), funding summer
courses (Darmstadt), and providing venues and subsidies for radio and concert programming. 53
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American Experimental Music in West Germany from the Zero Hour to Reunification (Berkeley:
University of California Press, 2006). Janik suggests that Americans promoted new music “because it
represented the musical era in which American composers compared most flatteringly to the Europeans”;
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Such a proactive course of action was not taken in Austria, perhaps because the Salzburg Festival
was not perceived as a threat, in that it did not promote the nationalistic and racist ideology of
Bayreuth. 54
The deference displayed by the American occupiers with respect to classical music was
grounded in their professed admiration for the success of the Salzburg Festival. General Clark
reiterated the significance of a successful festival to a free Austria—and the importance of
collaboration with occupying forces to a successful festival: “I am confident that this prompt
renewal of your Festival foretells the early completion, by the efforts of your people and the
Forces of the United Nations, the work of re-establishing, in liberty and peace, a free and
independent Austria.”55 American occupiers acknowledged the importance of theater and music
in the reorientation of Austrians after the war. Monod, however, suggests that the ISB respected
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the existing system of state patronage, and European musical culture more broadly, and did not
attempt to “recreate” American musical structures, even in Germany.56
The Americans did exercise some influence on programming choices. The Vienna Boys’
Choir, for instance, came at the invitation of General Clark. 57 The ISB also arranged for the
American soldier and pianist Gilbert Winkler to give a concert on August 23. He played Brahms,
Frédéric Chopin, Claude Debussy, Peter Ilich Tchaikovsky, and two of his own compositions,
making his recital among the more international in terms of repertoire.58 Under the eye of the
Americans, the festival witnessed a shift away from Hofmannsthal’s and Reinhardt’s focus on
theater toward an emphasis on music—especially opera and orchestral concerts. After the war,
the festival continued gradually increasing the number of musical performances while also
curating a program with an increasing number of international works, with the goal of shifting
away from German-centric repertoire. 59 In the 1945 season, however, song recitals featuring
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German texts—a series not repeated in subsequent years—played an unprecedented and
important part in asserting an Austrian identity.

The 1945 Festival
Because the festival administration and American occupiers wanted to emphasize the
degree to which programs had been subjected to German propaganda and control throughout the
war, the 1945 Salzburg Festival program was intended to be an especially celebratory event for
the city of Salzburg and for the Americans temporarily living there. Furthermore, the previous
year’s festival had been canceled at the last minute. After the July 20 assassination attempt on
Hitler, Goebbels’s Ministry of Propaganda announced that all scheduled performances
throughout the German Reich would be canceled and all effort focused on “total war.” A single
performance of Anton Bruckner’s Symphony no. 8 on August 14 was the only event held in the
1944 season.60 The festival was to have included the premiere of Richard Strauss’s opera Die
Liebe der Danae; while the festival leadership was able to offer an open rehearsal to the public

an den Salzburger Festspielen und die französische Musikdiplomatie in Österreich während der Alliierten
Besatzungszeit,” Journal of Austrian Studies 51, no. 4 (2018): 39–61.
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strove and achieved, a fortifier of the most proper German feeling, an evangelist of the truest German
faith, who evermore proclaims to the world that the noble and beautiful is not created for the sake of fame
or privilege, but that it is German to do a thing for its own sake and for the joy one receives from it.”
Quoted and translated in Rietmüller, “Is That Not Something for Simplicissimus?!” 304.
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on August 16, the opera would not be performed at the festival until 1952, despite all the work
that had gone into the various aspects of the production.61
For the Salzburg Festival’s return in 1945, despite the relative independence under the
watch of the American ISB, festival administrators did not assert their newfound freedom by
including a great deal of contemporary music. Neither did they intentionally program works that
Nazis had considered “Entartete Musik” (degenerate music).62 The only exception in the
Österreichische Abende series was a single Korngold aria, though Mendelssohn, whose music
was also considered degenerate, was performed in the orchestral concert series.63 Instead, the
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Gerhard Walterskirchen, and Kurt Birsak (Salzburg: Pustet, 2005), 452; Edward W. Said discusses how
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1945, and featured Franz Bruckbauer as soloist. The return of Mendelssohn’s music was celebrated in
Austrian papers: see, for instance, “Kulturecho: Vorschau zu den Salzburger Festspielen,”
Oberösterreichische Nachrichten (August 13, 1945): 2. Austria nonetheless remained antisemitic, as the
American Jewish Year Book reported: “Thus, of all of the new regimes in the European countries, the
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programs celebrated Austrian-born composers from the eighteenth and nineteenth centuries; in
the opening concert, for instance, the audience heard orchestral works by Mozart, Johann
Strauss, and Franz Lehár. The Serenade series included two exclusively Mozart concerts; two
with pieces by Mozart, Joseph Haydn, and Hugo Wolf; and one featuring the German-born
composers Ludwig van Beethoven, Johannes Brahms, and Hans Pfitzner.64 Two of these three,
Beethoven and Brahms, spent such a large portion of their professional careers in Vienna that
they may be considered honorary Austrians. In fact, this fluidity of nationality had become hotly
contested during the interwar years: Beethoven was claimed by Flemish-speaking Belgians, in
addition to Germans and Austrians, and used by National Socialist propagandists as a “symbol of
the unification of the German and Austrian souls.”65
Not only did the 1945 season assign priority to Austrian composers, it also relied heavily
on Austrian performers. The large number of concerts featuring solo vocalists—almost double
the number of those in the seasons immediately before and after the war—highlighted Austrian
musicians. All of the soloists in the Österreichische Abende, for example, lived in Austria in
1945. The Vienna Boys’ Choir (Wiener Sängerknaben) performed twice at the 1945 festival.66 In
subsequent seasons they would perform in pieces scored for children’s choir, but only
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infrequently on their own, and never twice in a single season. 67 Part of the preference for
Austrian performers must have been due to logistics, as international travel was still severely
restricted. Hella Pick identifies another reason why the festival administration was required to
draw so heavily on Austrian talent: “The Americans […] tried but failed to persuade Toscanini,
Walter or Yehudi Menuhin to participate in the first post-war festival.”68 Menuhin returned in
1946, Walter in 1949, and Toscanini never performed at the festival again. 69 Having been turned
down by previous stars of the Salzburg Festival, the administrators chose performers who had
participated in the festival during the war.
Hiring musicians and actors who had remained in Austria during the war was, of course,
a problematic continuity. The festival organizers made some effort to avoid engaging performers
with Nazi ties, but exceptions were made. The Vienna Philharmonic counted so many National
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Salzburg Music Festival Seeks Bruno Walter to Lead ‘Symbolic Triumph,’” New York Times (June 30,
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Socialists among its ranks that the orchestra of the local conservatory (Mozarteum-Orchester)
was engaged instead to accompany the season’s only opera.70 According to Pick, “the Americans
gave no clear directives about the engagement of artists who had compromised themselves with
the Nazis.” 71 Pick asserts that the Americans were relieved when Austrian authorities took over
the denazification process in the fall of 1945, shortly after the first festival. 72
Gisela Prossnitz describes many administrative details of the 1945 festival in her book,
Die Salzburger Festspiele 1945–1960. It was financed in part by 350,000 Reichsmarks (RM) that
the Nazis had allocated for Mozart research—an idea well received by the ISB, who were
delighted to use Nazi money to support American propaganda. The tickets were relatively
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inexpensive, costing between 2 and 25 RM while a single cigarette cost 1 RM. 73 While the price
might not have excluded Austrians from attending, ticket distribution was hardly equitable. The
Salzburger Nachrichten reported on August 9 that two-thirds of the tickets were designated for
American officers and civil servants, with the remaining third for the employed citizens of
Salzburg. 74 As Austrians made up only a small portion of the Salzburg Festival audience, the
propaganda was, in part, performative.
The 48-page festival program booklet was overseen by the ISB and published in English.
It included a biography of Mozart, an essay about the importance of Salzburg as a city of arts, a
history of the festival until 1935, and introductions to Hugo von Hofmannsthal’s Jedermann,
Mozart’s Die Entführung aus dem Serail, and the concerts. Pictures of Hofmannsthal, Max
Reinhardt, and Arturo Toscanini identified them as leading figures of the festival, despite their
absence during the 1945 season.75 Although festival attendance was almost exclusively limited
to Austrians and American officers, listeners could tune in from thousands of miles away. The
1945 festival’s production of Die Entführung aus dem Serail was the first music program
broadcast from free Europe that reached the United States, and it was also heard on French,
Swiss, and German stations.76
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Programming of the Österreichische Abende
The Österreichische Abende were all Liederabende, or solo song recitals, with one exception:
Franz Bruckbauer’s violin concert. 77 Prossnitz notes that this concert series enjoyed great
popularity, which raises the question of why it was not repeated in subsequent years.78 Festival
offerings do vary from year to year, but in the 1940s the following major series were standard
components: Das Schauspiel (theatrical works), Die Oper (operas), Orchesterkonzerte (orchestral
concerts), Konzerte Geistlicher Musik (sacred music concerts), Kammerkonzerte (chamber
music concerts) and Serenaden. 79 The 1925 Salzburg Festival had offered a precedent for a series
of song recitals under the series title Liederabende, with concerts given by Richard Mayr, Joseph
Schwarz, and Lotte Schöne, as well as a joint recital by Maria Ivogün and Karl Erb. However,
the following year only one Liederabend was scheduled, and it was canceled due to the
indisposition of the singer. Between 1926 and 1945, no more than two solo song recitals were
scheduled for any given season, and usually there were none. A continuing series of
Liederabende did not return to the festival until 1954, the year after Elisabeth Schwarzkopf
presented a recital of Hugo Wolf’s Lieder to commemorate the fiftieth anniversary of his death.80
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Since 1954 the Liederabende series has been a popular feature of the festival and typically
includes at least five solo song recitals.
The soloists in the Österreichische Abende were Austrian, and five of the six had
multiple engagements at the 1945 Salzburg Festival. 81 Four performed in Die Entführung aus
dem Serail: Rosl Schwaiger (Blonde), Julius Patzak (Belmonte), Ludwig Weber (Osmin), and
Maria Cebotari (Konstanze). Franz Bruckbauer was the soloist in Mendelssohn’s Violin
Concerto. Martha Schlager-Haustein, a Salzburg resident who held a teaching appointment at the
Internationale Stiftung Mozart, was the only soloist in the Österreichische Abende who did not
make other appearances at the 1945 festival. 82 Many of these singers had also performed in
Salzburg Festivals under Nazis. 83
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The programs for each concert in the Österreichische Abende are provided in the
Salzburg Festival’s online archive. 84 The repertoire included in these concerts featured primarily
Lieder by Austrian composers but also arias and folk songs. The first three Österreichische
Abende included only familiar pieces by Austrian composers. This may indicate an attempt to
connect with audiences on familiar territory, or it may simply have been the repertoire with
which these performers were most comfortable. The repertoire selected may also indicate a
desire to reiterate the Austrian heritage of these composers. Schubert, for example, had been
exploited by the National Socialists, and his compositions became a battleground for musical
politics during the Third Reich. 85 The performance of Schubert’s Lieder on all five
Österreichische Abende Lieder concerts by Austrian-born singers in Austria may be interpreted
as an attempt to reclaim them as specifically Austrian and not within the purview of the German
administration.
Rosl Schwaiger opened her recital with four of Mozart’s most familiar solo songs:
“Komm, lieber Mai, und mache,” “Die betrogene Welt,” “Ridente la calma,” and “Das
Veilchen.” She continued with a set of Schubert’s frequently performed songs, including the
concert piece for clarinet and soprano “Der Hirt auf dem Felsen,” followed by Johann Strauss’s
orchestral “Frühlingsstimmenwalzer” in a piano reduction, this last undoubtedly appealing to the
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waltz-loving Austrians and American officers. Schwaiger closed her program with four Austrian
folk songs, all of which include Austrian dialect, beginning with “Almawasserl,” from
Salzburg. 86 The texts of several of the Lieder evoke natural settings which, given the nationality
of the composers, may also be interpreted as an evocation of the Austrian landscape.
Julius Patzak was a regular at the Salzburg Festival, performing in thirty-two productions
and concerts between 1941 and 1962. His Österreichische Abende program consisted of two
groups of ten Lieder, one by Schubert, the other by Wolf. The Schubert set did not include any
excerpts from his major cycles, but the Wolf portion included several songs from the Spanisches
Liederbuch, a few Mörike-Lieder, and a single piece from the Italienisches Liederbuch. Martha
Schlager-Haustein presented a similar program of seven Schubert and seven Wolf Lieder. She
performed a single song from Schubert’s Winterreise and excerpts from Wolf’s Goethe-Lieder
and Mörike-Lieder.
Ludwig Weber performed at the Salzburg Festival on several occasions between 1941
and 1947. After the predominantly Austrian first half of his 1945 program, with Lieder by
Schubert, Carl Loewe (German), and Wolf, Weber sang arias by Modest Mussorgsky and
Giuseppe Verdi. Considering that Weber made his career as an operatic bass, this departure from
the Austro-German canon makes sense. Most male Lieder specialists are tenors or baritones;
audiences expect Mephistopheles, Sarastro, or a Verdi villain when they hear a bass voice. The
acclaimed operatic soprano Maria Cebotari programmed more arias than her female colleagues,
including two by Mozart and one by Korngold, and she also sang songs by Haydn and Schubert.
Her other selections were arias that she frequently performed in concert, if not on the operatic
stage.
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The presentation of arias in the printed program hints at a high level of familiarity with
German opera. The German arias are listed by title (or opening line of text) and the name of the
character, whereas the arias from Russian, French, and Italian operas are listed by character
name only, with the exception of those from George Frideric Handel’s Italian operas, for which
only the aria title is given. This makes sense in light of the fact that Handel’s operas were still
more frequently excerpted in concert than staged in their entirety, so audiences were more likely
to recognize the title or melody than to remember the name of the character who sings the aria. A
revival of Handel’s operas had taken place in Germany after World War I, but none had been
staged at the Salzburg Festival by 1945, and the Wiener Staatsoper had staged only Rodelinda
and Giulio Cesare in Egitto. 87
The range and variety of programming choices suggest that the soloists were given the
freedom to create their own programs. Contemporaneous accounts confirm that conductors of the
1945 festival were allowed to choose their repertoire for the first time in several years.88 The
repertoire reflects each singer’s specialization: the celebrated opera singers Weber and Cebotari
performed several arias, while Julius Patzak, noted both for his opera and concert work, chose to
focus on Lieder. Yet while the singers themselves seem to have made the song-level
programmatic choices for these concerts, the festival administrators can be credited with
producing a novel series. The following sections will explore several explanations for their
inclusion of the Österreichische Abende in the 1945 festival.

87

Wiener Staatsoper, “Spielplanarchiv,” https://archiv.wiener-staatsoper.at/, accessed May 6, 2021;

Hellmuth Christian Wolff, Die Handel-Oper auf der modernen Bühne (Leipzig: Deutscher Verlag für
Musik, 1957).
88

“AMG Invites Walter,” New York Times (July 30, 1945): 16.

33

Making Do with Austrian Performers
There is considerable evidence that the Österreichische Abende were the product of limited
resources. Festival administrators were compelled to use not only the scores and sets at hand, but
also the performers available to them. Hiscocks paints an interesting picture when he claims:
“Most of the artists were collected from Salzburg itself and from the villages of the
Salzkammergut where they were living in retreat.” 89 Arranging interstate travel for those
performers living outside of Salzburg, and especially in a different occupation zone, was
challenging. The ISB had the conductor Felix Prohaska smuggled over the border and facilitated
the interstate travel of a few artists. 90
The September 3, 1945 review in the Salzburger Nachrichten celebrated the unlikely
success of the festival:
Surprisingly, many great talents were in Austria and only because of this was it
possible to put on a worthy festival. Everyone knows how much was missing:
Toscanini and Bruno Walter were missing and Max Reinhardt will never again be
able to work in Salzburg. The Vienna Philharmonic and the Ensemble of the
Vienna State Opera and many others were missing. Above all, the young, the
contemporary composers were missing in these programs. The musical program
of the festival ended around 1900. Precisely in this first festival summer would it
have been advisable to let the great Austrians of our time speak. Those
[composers] whose works have attracted attention in the USA and England, but
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whose art KdF Germany considers degenerate. But we know well that any attempt
to program the works of the truly well-known Austrians of today, like Krenek,
Alban Berg, Schoenberg, or Wellesz, would have failed, because it is simply
impossible today to procure the scores and parts.91
The review acknowledges the challenge of procuring scores and parts, but leaves unspoken the
potential reasons for the absence of Walter, Toscanini, and others who had been forbidden to
participate in the festival under the National Socialists. 92
The unusual circumstances of the 1945 festival required the administration to make
numerous exceptions to ensure the success of the season. The festival had a long-standing
preference for Austrian performers—indeed, it did not invite foreign performers until 1933—but
the post-war political environment posed a problem in this regard. 93 Pick suggests that while
festival administrators were apprehensive about the inclusion of performers with controversial
ties to the Nazis, the administrators allowed them to perform because they were popular and, as
always, the show must go on:
Most of the artists in question were popular figures in Austria. Austrians, already
convinced that the country as a whole had been victimised by the Nazis, wanted
91
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to see and hear their favourites on the stage [...] it sufficed to argue that those who
had flirted with the Nazis had done so only in order to be able to perform and
remain true to their art. 94
Marina Auer suggests that Die Entführung aus dem Serail was staged because it was the
only opera for which sets were available. 95 Among the leads in Die Entführung aus dem Serail
who also gave solo recitals as part of the Österreichische Abende, three of the four—Maria
Cebotari, Julius Patzak, and Ludwig Weber—had all performed regularly at the Salzburg
Festival during the period of the Annexation. Despite having questionable ties to the National
Socialists, however, none was prohibited from performing in 1945. Cebotari, for example, was
married to a party member and close to Nazi official Hans Hinkel, but when questioned, she
claimed to have used her influence to protect a Jewish cousin. 96 Others offered similar excuses
under questioning.
The degree to which each of these performers was complicit with the National Socialists
was often challenging to ascertain. Adding to the complexity were the simplified and
occasionally cursory denazification efforts, which scholars suggest were sometimes conducted to
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quickly rebuild, and not necessarily to root out, collaborators.97 The Österreichische Abende
reflected the broader 1945 festival by making do with the available resources, even if these could
be understood as compromised and complicit, and leveraging these limited resources to assert an
Austrian identity, even though this identity was inextricably tied to German cultural heritage.

Nostalgia Through Programming and Austrian Identity
In addition to asserting a uniquely Austrian identity, the Österreichische Abende also invited
audiences to find a temporary respite from their war-ravaged surroundings in an idealized
eighteenth or nineteenth century.98 Immediately after the war, Austrians faced or tried
desperately to avoid emotional surpluses.99 Nostalgia was a common response in the aftermath of
both World Wars. In his investigation of music in post-war Germany, David Monod finds that
theaters and orchestras looked back “to the comforting romanticism and humanism of an
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imagined nineteenth century” and indicates similar findings in architectural restoration. 100
Austrians showed a similar inclination: “The newly elected Austrian government […] was
burdened with the heavy cost of rebuilding wartime ruin while debilitated by scarcities,
rationing, and the shortage of social services. Its population was defeated, branded as monstrous
and hungry; it craved entertainments that might reconnect it to a comforting past.”101 The
deprivation faced by Austrians through years of war and occupation made looking back to the
more recent past unappealing and created a nostalgia for the “Golden Age of Security,” as Stefan
Zweig described pre-World War I Austria. 102
Most of the pieces on the Österreichische Abende programs were frequently performed;
the Mozart, Schubert, and Wolf songs that dominated these recitals were and remain in the canon
of the classical vocal repertory. Programming well-known pieces can make it easier to connect
with a large audience and to evoke a shared cultural heritage, though not all audiences welcomed
obvious attempts to foster nostalgia. 103 Recent research has demonstrated that familiar music
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evokes autobiographical memories, nostalgia, and primarily positive emotions. 104 When
audience members hear a familiar piece, they draw on memories and positive associations of
previous hearings and can find comfort in the process.105
Several authors have explored nostalgia and music in the immediate wake of World War
II. Post-war occupying forces in Austria and Germany frequently encouraged the performance of
canonical composers and supported anniversary-year festivities. 106 Carolyn Birdsall discusses
how folk songs were used by Nazis and she found that even decades later, these songs “provide a
sense of continuity and authenticity, not least because the lyrics usually endorse a certain
nostalgia for the positive aspects of the past.”107 Martha Sprigge discusses the performance of
canonical nineteenth-century Austro-German works amid post-war ruins and suggests that the
framing of Trümmermusik (rubble music) may have been used to convey “a sense of resilience
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in the face of extensive suffering.” 108 The Austrian Evenings asserted a sense of continuity with
the musical past and conveyed a sense of optimistic resilience and national pride.
Vocal music in general, and folk settings in particular, have a greater power to evoke
memory, place, and nostalgia than instrumental works—after all, before most children learn to
play instruments, they sing. 109 Perhaps some audience members recognized the Schubert songs
in the Österreichische Abende from their childhood or had sung some of the folk songs at home
or in school. 110 Listening to a solo singer—without the possibility of singing along as one might
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in a popular music setting—may also bring to mind memories of being sung to as a child. 111
Abby Anderton notes that Lieder, especially, elicited nostalgia immediately after the war: “As a
genre that took its cues from both twentieth-century cabaret culture and the nineteenth-century
German Romantics, Lieder promoted a certain kind of nostalgia, one that did not acknowledge
1945 as a rupture, nor the zero hour as a new beginning, but rather sought sonic continuity with
Germany’s musical past.”112 The sonic continuity provided by canonical Austro-German Lieder
encouraged Austrian Evening audiences to make connections to an idealized past.
Although any evocation of historic repertoire has the potential to be nostalgic, looking
back had a specific and strategic focus in Salzburg; the music of Austrians, and particularly
Mozart was identified as the means by which to reestablish the city’s preeminence. The
Österreichische Abende were not the only nostalgic concerts at the 1945 festival. The bulk of the
repertoire performed during this festival and at most Salzburg Festivals of the 1940s was from
the eighteenth and nineteenth centuries. The interwar period had seen the Internationalen
Festwochen Neuer Musik in Salzburg, which was also held in August and featured modern
music by Schoenberg, Webern, Wellesz, Krenek, Stravinsky, and Hindemith, among others. This
festival, which led to the establishment of the still-thriving International Society for
Contemporary Music (ISCM), was only held in Salzburg twice before rotating among various
international cities. 113 The Salzburg Festival, in contrast, held fast to its brand by programming
primarily canonical classical works. The 1945 festival’s Serenaden series, with its emphasis on
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Mozart scholarship, made Salzburg the city of Mozart once again. 114 The concerts in the
Austrian Evenings series, with their emphasis on familiar vocal repertoire from an idealized and
suitably distanced past, performed nostalgia for Austrian and occupation audiences alike.

Sacred Space in Austrian Liederabende
Another explanation for the inclusion of the Österreichische Abende in the 1945 Salzburg
Festival is its spiritual function; the worshipful atmosphere and highly ritualized structure of the
Liederabend served as a sacred space for audiences. Christopher Small discusses the ritualistic
nature of classical concerts as “a celebration […] of the shared mythology and values of a certain
group within our deeply fragmented society.” 115 Lawrence W. Levine identifies sacralization as
central to the ways in which Americans have ascribed value to classical music and in turn made
their own claims to cultural legitimacy; Americans’ widespread and worshipful acceptance of
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Eurocentrism in music certainly played out at the 1945 Salzburg Festival. 116 Laura Tunbridge,
moreover, suggests that classical vocal recitals during the interwar years demonstrated elements
of sacralization in “enshrining dead European masters and celebrity performers.”117 She also
explores “the transformation of the concert hall into a place of worship” in the context of
Liederabende and suggests that “it became in the early years of the twentieth century a common
mode of listening to at least some Lieder recitals.” 118 How much more so would the
Österreichische Abende function as a unifying ritual for Austrians in the wake of the Second
World War’s devastation and deprivation? 119
Martha Sprigge’s work exploring musical ruins in post-war Dresden highlights “how the
customs that had provided comfort to choristers and congregation during the wartime years
continued to serve this purpose after the war.”120Although Sprigge’s article concerns sacred
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music, the rituals and customs of liturgical music parallel those of secular classical music,
especially in performance. Rules outlining performer expectations and audience response are
highly ritualistic and serve to evoke a religious service. 121 The Liederabend program seldom
deviates from the prearranged script. 122 Song recitals contain groups or sets selected from a rigid
canon predominantly comprising pieces from the eighteenth and nineteenth centuries, and thus
are distanced in time from audiences of later eras. Performers enter the space through a stage
door and bow to formally acknowledge the audience, while the audience applauds to
acknowledge the performer. There is little, if any, conversation between performer and audience.
Ritualistic elements of place, audience and performer behavior, and repertoire can be
identified in the Österreichische Abende. Kriechbaumer notes that both the festival and the
festival buildings were and remain important “memory spaces” in the Austrian collective
memory. 123 These concerts were held in the relatively intimate setting of the Mozarteum, shown
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in Figures 1 and 2. Audiences in the Mozarteum sat closer to the stage and were more visually
engaged than in the larger venues of the Felsenreitschule and the Festspielhaus.124 All seats face
the stage and compel audiences to watch and listen silently. The setting alone may have
engendered a reverent awe and respect in listeners.125
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Figure 2. Image from a Wiener Sängerknaben concert in the Mozarteum’s Großer Saal during
the 1945 Salzburg Festival. The audience members face the stage and sit in close proximity to it.
Salzburger Landesarchiv, NARA-Foto 0145.
The language used to describe the experience of concert attendance frequently evokes
religious elements as well. 126 Contemporaneous reviews of the Austrian Evenings give the
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impression of a consecrated experience in which the “purity” of the Austrian Lied “in its original
form” is heard. 127 Audience members also used language associated with magic and domination
to describe these concerts, as if attributing control not to the musicians but to a higher power. 128
An attitude of reverence was conveyed by one reviewer’s comment that his life had been
enriched by this unforgettable experience. 129 As a concert format, the Liederabend is noteworthy
for its atmosphere of worshipful reverence and ritualized structure. That the Österreichische
Abende song recitals were unique to the 1945 season suggests that they fulfilled a perceived
need for Austrian music in a highly ritualized and sacralized setting.
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----The Österreichische Abende were a product of the exceptional circumstances surrounding
the 1945 festival and several factors contributed both to the inclusion of the series in the festival
season and to its success. The Österreichische Abende asserted an independent Austrian
identity—taking advantage of the first opportunity to do so in eight years—without infringing
upon the goals of the American occupation forces. In fact, both Austrians and American
occupiers evoked Austria’s first victim status to signal the importance of a purported clean break
in a festival that nonetheless demonstrated several problematic continuities. Making do with
what was available avoided taxing the limited financial, personnel, or material resources, though
it also led to a degree of compromise in terms of the denazification process. The concerts made
use of nostalgia to connect with a war-weary audience and to find direction from an idealized
past. The highly ritualized medium of the Liederabend addressed the spiritual needs of post-war
audiences.
The Österreichische Abende granted performers and festival administrators the agency to
define and perform an “Austrian” identity. This was a privilege that Austrian festival
administrators claimed to have lost with the Anschluss, and in 1945, Salzburg Festival
participants were eager to showcase what was exceptional and valuable in their culture. Attempts
to craft a purely Austrian experience, however, highlighted the entanglement of Austrians and
Germans in a shared musical canon and demonstrated the limitations of the term “AustroGerman” in the wake of the Second World War. When Austrians and American occupiers
promoted the Austrianness of the 1945 festival, they reified fascist ideas of musical and cultural
purity. The Österreichische Abende made effective use of the limited resources at hand and
Austrian musical heritage, adeptly leveraged nostalgia, and created a sacred space for audiences.
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In so doing, it not only allowed Austrians to perform their victimization musically for the
Americans and for the world, it also contributed to the revival of the first post-war festival and
helped to rebuild and sustain a major, international musical event.

